During the troubled period of the Great Schism, the Hundred Years War, and the civil war in France, Jean Gerson (1363 -1429 , chancellor of the Lmiversity of Paris, played an important part. However, his primary importance lies in the considerable corpus of writings that he left, rather than his role in political and ecclesiastical affairs. His theological writings are well known, and the literary aspects of his works have been pointed out, especially in relation to French humanism of the fourteenth and fifteenth centuries.1 In particular, his Latin poems are important evidence of the cultural climate of these years and still survive in great number -we actually know of nearly six thousand verses. Unfortunately, there is currently no complete edition that satisfies modern critical criteria.2 In these circumstances, any critical work on these texts must begin with a study of the manuscripts. 2 Only the Josephina -the most important poetical work, a Vergilian poem on the Holy Family (2936 hexameters) -is available in a modern critical edition: Jean Gerson, Josephina, ed. G. M. Roccati (Paris, 2001) . For the other poems, the most recent edition is in J. Gerson, L'oeuvre poétique, vol. 4 of OEuvres complètes, ed. Palemón Glorieux (Paris, 1960-73) , but the edition of the Opera omnia by Ellies Du Pin (Antwerp, 1706), is still useful. A new critical edition of the Latin poems can be found in G. M. Roccati, "Jean Gerson: OEuvre poétique latine" (Thesis, Paris, Ecole des Hautes Études en Sciences Sociales, 1980) . Some short poems have been published in different articles: Gilbert Ouy, "Gerson, émule de Pétrarque: Le 'Pastorium Carmen,' poème de jeunesse de Gerson, et la renaissance de l'églogue en France à la fin du XIVe siècle," Romania 88 (1967): 175-231, at 224-31; idem, "Le thème du 'Taedium scriptorum gentilium' chez les humanistes, particu- PIuteus 6-7 (1988 PIuteus 6-7 ( -89, printed 1994 Such an approach often reveals significant data, as in the case of the poem presented here.3 It is interesting in many respects: its content shows Gerson's attitude during the last years of his life toward the question of the legitimacy of poetry, a problem much debated in early-fifteenth-century France;4 its textual tradition makes it a valuable example of the editorial work of one of the chancellor's brothers, also named Jean, a Celestine monk.0
References to the life or works of Jean Gerson in the text suggest that this poem was composed during the years 1422-25.6 Some verses (vv. 47-56) in particular were first composed as a dedicatory epistle to a brief treatise by Gerson, the Scacordum,7 and then inserted in their present context; it is very probable that the verses and the treatise are approximately contemporary.8 Later, Gerson decided to insert this poem with some others in a collection of works on the same subjects, the Tractatus de canticis,9 but he could not complete this project and, subsequent to the chancellor's death, his brother Jean, the Celestine monk, finished putting these works in order.
On this occasion, he probably also revised the poems to provide a correct text for publication.10 In fact, the manuscript tradition consists of two branches that reflect the two versions of the text, but probably the poem was not disseminated in the first arrangement; only two manuscripts, 3 In Glorieux's edition, this poem has been arbitrarily divided into three independent texts: vv. 1-24, n°183 (Quisquís Amas); vv. n°124 (Desipit An); n°1 74 (Prebe Fidem). 4 Cf. G. M. Roccati, "Gerson e il problema dell'espressione poética: note su alcuni temi e immagini ricorrenti nelle poésie latine," Studi Francesi 26 (1982): 278-85, at 279 and 285; idem, "Jean Gerson lettore di Albertino Mussato? La testimonianza dei testi poetici," Franco-Italica 18-19 (2001): 175-205. 5 On this personage, see Max Lieberman, "Chronologie gersonienne: VI," Romania 79 (1958): 339-75 (362-75) '' L'oeuvre doctrinale, ed. Glorieux, 9, n" 460. 10 Cf. Roccati, "Recherches sur les poèmes," 151-57. dependent on the same model, contain this first arrangement, and it is very probably a draft that has been copied.11 The manuscripts of the Tractatus de canticis form the second branch of the tradition.12
The poem is one hundred verses long.13 Although it consists of distinct parts, probably composed at different times, it manifestly constitutes a whole. The problem of the legitimacy of poetry is set out through some traditional topoi in the first part; in the second, two characters discuss the value of poetry and poets' aims. Finally, a long excursus on the spiritual marriage of soul and spirit, an example of legitimate poetry and an encouragement for it, terminates the poem.
The first and the second parts (vv. constitute a sort of argumentatio and are constructed according to the rhetorical form of the subiecHo. The text is, in fact, a dialogue between an older individual who writes verses -senium, Gerson himself14 -and another who confronts him with traditional arguments against poetry. In the first part, only two interventions by the latter provide the pretext for the defense of poetry to be developed. In the second, in contrast, the dialogue becomes more concise, and there are several exchanges between the protagonists. In the dialogue itself, or in the passages developing the Seniums theses, the demonstration is based on two sorts of arguments: argumenta a re -statements on the intrinsic value of poetry -and auctoriiates -above all some examples of biblical poets and also the testimony of the classics. The argumentatio is preceded by an exordium (vv. 1-2), and followed by a conclusio (vv. 41-46) expressing the poetic conception of the senium and addressed to the reader: Quisquís amas . . . ignoscito (v. 1), Tutus nostra leges (v. 41). The third part (vv. 46-100) contains a long peroratio for spiritual poetry. It begins with eight verses that have a unity and are in fact an interpolation of an earlier text: probably they had previously served as a dedicatory letter for the are likely a transition with the following text). After this interpolation, the return of the senium (vv. 57-69) serves as a transition to a glossed paraphrase of the Song of Songs: a description of the spiritual marriage of spiritus and anima,15 to which the elegia spiritu-alis brings the poet (vv. 70-96) . A conclusion (vv. 97-100), addressed to the elegía, follows.
A translation16 will help us to see the themes Gerson uses. You,17 lover of poetry,18 excuse our verses: they come spontaneously to the pen19 and draw the heart by their charm (1) (2) This translation is the result of a close collaboration with Kathleen Daly. My sincere thanks to the editors of Traditio for their critical reading.
17Quisquís amas: "you, whoever like." Gerson remembers here, for his beginning, Ovid and perhaps Petrarch (see below the apparatus of literary allusions).
18Prosa has undoubtedly here the medieval meaning of poetry and not the classical meaning of prose: Gerson's terminology is very often medieval (see below, n. 66), and, furthermore, we find this word in some of his titles: Prosa sub cantu "Lauda Sion Salvatorem" (L'oeuvre poétique, ed. Glorieux, 4, n°148), Prosa in circumcisione Domini (ibid., ?" 112).
19The theme of the spontaneity of inspiration is to be connected to the theme of furor (see below, n. 46).
Lepos: charm, attractiveness, profane beauty. In the sense here of poetry in general.
22First intervention of the accuser: a traditional reference to Ovid, the example of pagan lascivious poetry; see also n. 35 below.
23Topos of the pulchra captiva: see Henri de Lubac, Exégèse médiévale 1 (Paris, 1959), [290] [291] [292] [293] [294] [295] [296] [297] [298] [299] [300] [301] [302] [303] [304] . Among the authors whose culture resembled that of Gerson, we find the topos particularly in Boccaccio, Geneal., 14.18: "et potissime ex figura mulieris captive, raso capite, deposita veste, resectis unguibus et pilis ablatis, Israelite matrimonio copulanda" (ed. Vincenzo Romano [Bari, 1951], 736, lines 15-17) . See also Roccati, "Gerson e il problema" 2o The reference is here to Prov. 31:10-31: Encomium mulieris forlis. Gerson follows the traditional opinion, according to Isidore of Seville, who refers to these names and writes that biblical authors had already composed many different sorts of verses (Etym., 1.39; see nel several [matters] into a few [words] , and stay in the memory better (15-16). If you dedicate yourself to studying them, verses become more meaningful, clearer; their order makes them more powerful (17-18). Writings in verse form are preserved more accurately and more concisely (19) (20) .26 "Verses in fact directly promote vice" (20) . The voice that is channeled through narrow gaps has more force than [the one] that goes unhindered (21-22). In the same way, a thought compressed into harmonious meters sounds more forceful; it strikes and pierces (23-24).2? ] "Does an old man become a fool if he searches again for childish things?"28 -"He does not, but, like the eagle, he would like to return to a former life" (25) (26) .20 -"While you love to waste your time in fruitless study, take care that the noonday devil is not hidden there" (27-28) -"Let vain things pass away, I beg. On the contrary, fruit can be present in poems woven with piety" (29-30) -"But the time and age of lamentation can be better occupied; and who, in this age, wants to know poems?" -"What better things can an exiled man do, excluded from all responsibilities?30 On the contrary, the poems are not an obstacle to lament" (31-34).31 Job, also Ernst Robert Curtius, European Literature and the Latin Middle Ages [New York, 1953] , 451-52). Petrarch, too (Le Familiari, 10.4.48-52 [ed. Vittorio Rossi, 2 (Florence, 1934) , 302]), refers to these names, but he also cites other authors, the Fathers, and Christian poets. Perhaps Gerson takes his inspiration here from Albertino Mussato; see Roccati, "Jean Gerson lettore" (n. 4 above) 183-91.
Brevius: on "Brevity as an Ideal of Style," see Curtius, European Literature, 487-94. The opposition of prose and poetry is traditional, too, but it is frequently used to prove the superiority of prose, more natural than verse.
On the topos of puer senex, see Curtius, European Literature, 98-101; at 100 on the reverse formulation (senex puer) that appears here. Gerson used the same themes and the dialogue form in the Carmina super Magnificat (L'oeuvre poétique, ed. Glorieux, 4, n°153), vv. 21-80, and he likes to remind us of this topos; see, in the Super Cántica canticorum, the following phrase: "Gratus insuper accipiat pro succincto quasi prohemio in auxilio memoriae decadem versuum elegiacorum in qualibus nunc oblectat se otiosa senectus mea, studii memor puerilis" (L'oeuvre spirituelle et pastorale, ed. Glorieux, 8, n°422, 577) . The link between youthful studies and classical culture -in fact the term poetry includes this aspect -in opposition to the religious concerns of old age, is traditional. See Ouy, "Le thème du 'Taedium scriptorum gentilium'" (?. 2 above), and Roccati, "Jean Gerson let- The elegy as a lamentation is a theme frequent in the Middle Ages, dependent on a false etymology of the word; see Pier Vincenzo Mengaldo, "L'elegia umile ('De vulgari eloquentia,' 2.4.5-6)," Giornale slorico della letteratura italiana 143 (1966): 177-98, at 187-91. unfortunate king, says: at night God gives poems, the Lord has sent a new song into my mouth (35) (36) . I admit: poetry is now far too rare, but I sing to heaven, and perhaps a better time will come (37-38). Theatrical or32 amusing things are rightly to be avoided by us (39).33 Who would reprove verses on pious matters? (4O).34 You will be safe reading our verses: the wonders of [pagan] gods are not here, nor subjects offensive to chaste morals (41-42); they mean to be helpful, rather than delightful (43),35 so it follows that it is enough to seek less stylistic beauty36 in them [our verses] (44). Circumstances give [us] leisure time:37 we must write with wisdom,38 leisure time, [when] spent in idleness, is mortal, as Jesus testifies (45) (46) .39 Place your trust in Greeks: a dolphin, soothed by a lyre, brought Arion through the midst of the waves (47-48). Another dolphin [and] king brought us through a howling sea; finally he established us on a safe shore (49-50).
Praise to you, O God, who40 gave us leisure to play the cithara and the psaltery (51-52). We have offered 34Literally: "who would find fault with pious subjects reduced to meter?" On the opposition prodessejdelectare, see Roccati, "Gerson e il problema," 281; Giuseppe Di Stefano, "Il Trecento," /Z Boccaccio nella cultura francese, ed. Carlo Pellegrini, Atti del Convegno di studi L'opera del Boccaccio nella cultura francese, Certaldo, 2-6 settembre 1968 (Florence, 1971), 1-47, at 16-21. 36 Ornatus: the technical term that indicates the qualities of rhetorical style; see Curtius, European Literature (n. 25 above), 71.
Gerson's concept of otium is a positive one and it often implies literary activity; explicitly subordinate to prayer and the active life, it is nevertheless clearly recommended: "Bedde prius Domino quod debes, deinde vacabis / Scripto vel studio, seu meditare silens" (Carmen de laude canendi [L'oeuvre poétique, ed. Glorieux, 4, n°188, ). On the theme of otium in this period see Dario Cecchetti, chap. 3: Clamanges lettore di Petrarca: "vita solitaria" et "otium," Petrarca Pietramala e Clamanges (Paris, 1982) . To write in order to occupy idleness is a traditional theme; see, for example, Baudri de Bourgueil, Carmina, ed. Karlheinz Hubert (Heidelberg, 1979) 42Literally: "our mind." *' Gerson refers to the works he offered to the king; on the autobiographical value of this passage see Roccati, "Recherches sur les poèmes," 160-63.
44 Literally: "nothing." 43All manuscripts, except V and S (see below, n. 82), have the adjective mística; V and S have música. This variant may be correct: musicus may be an adjective and perhaps Gerson was uncertain in his composition. Nevertheless, as in v. 54, we follow the testimony of the other copies, more reliable when all agree against V and S.
46The term fervor could perhaps refer to the theme of furor, very frequent in the humanistic defenses of poetry (see Roccati, "Gerson e il problema" [?. 4 above], 283, particularly the bibliography quoted in n. 38). Gerson reconsiders the terms of the "débat" in order to eliminate any ambiguity: furor could convey an unorthodox interpretation; in place of it. he prefers fervor.
47Literally: "entire, whole, he loves through love. 52Literally: "in him rapture be temperate."
53Literally: "let him be." 34 From v. 70 to v. 96 Gerson gives a paraphrase, where we find a bucolic style, and at the same time an allegorical reading of the Song of Songs; the biblical text is followed, the words are repeated and explained. The Song is seen as an example of elegía spiritualis that Gerson wants to compose, as he says at the end of his explanation and in the conclusion of the poem (vv. 95-100).
will have to be known (71-72). Only the living word of God, judging the heart and seeing all, can divide these things (73-74). Ardor for enjoyment is for both husband and wife; only the hope of heaven00 surpasses everything else: "Flee from here, my beloved," the bride says. She knows that her husband's marriage bed is not here but in heaven (75) (76) (77) (78) trembling, secretly looking at her, and he says in a loud voice: "Come" (87-88). Then, in turn, she comes, she searches,57 she languishes for holy love (89-90). When he speaks, she melts08 and they rejoice in his praise of her; they do nothing but love (91-92). The bride likes solitude, she seeks out solitary places, neither she nor her husband likes the turbulent crowd (93) (94) .59 A force like fire causes her to break off her words, it heats her inside, she cannot keep it in her heart nor has [she] the strength to disclose it (95) (96) . To where are we ravished? Where, elegy, do you lead us? Fine! I see that spiritual love has enflamed us (97-98). Now be silent, a greater hour will come, now it is enough to have freed you from those who speak evil of you (99-1 00).60
Gerson's purposes are undoubtedly traditional, but his attitude to the problem, and the conception of poetry that he defends, are clearly dependent on the cultural climate of these years. The aim of the poem itself, a defense of poetry, must be seen in the context of the "débat" of the end°' Gerson's defense is a well constructed one; his organization of traditional arguments in a coherent whole is noteworthy. He develops themes setting out the value of the technical aspects of versification and emphasizes the specific characteristics of poetry in contrast with prose.63 The traditional opposition of prodesse and delectare64 and the testimony of biblical poets65 supply other important arguments in support of the fundamental theme: namely, the mystical content of his poems.66 Nevertheless, Gerson is forced to broaden his frame of reference. While keeping such a limited definition of poetry, he must nevertheless reply to detractors and defend his verses. Moreover, the topos of the pulchra captiva,67 and even more, the reference to the Greek myth of Arion, quoted as an auctoritas, provide further references to classical culture. But, finally, Gerson's position is coherent: poetry, in both its content and its technical aspect, is a means to obtain a higher end, the spiritual elevation of man. Gerson is in keeping with the traditional perspective, derived from Augustine68 and always present in medieval culCf. Roccati, "Gerson e il problema," 279 and 285. Nevertheless, Gerson does not borrow precise passages from Boccaccio's text; especially from chapter fourteen of the Oenologie, he refers to traditional topoi. See also Roccati, "Jean Gerson lettore" (n. 4 above). 63Cf. Roccati, "Gerson e il problema," 281. 6 The adjective misticus or spiritualis, frequently used, removes any possible ambiguity; see Roccati, "Gerson e il problema," 283. For this reason, Gerson prefers terms and concepts belonging to the Christian tradition, for example the terms designating the poems themselves (see ibid., ?. 27), some important concepts such as fervorjfuror (see n. 46 above), or poetical inspiration interpreted as mystic ebrietas (see n. 51 above). 67 Cf. ibid., 281 and n. 23 above. It is not surprising that this attitude had important repercussions on the formal aspect of his work, particularly versification. Allusions are numerous: Gerson works from biblical passages (the description of spiritual marriage is composed of terms and forms borrowed from the Cántica canticorum), classical authors, and Petrarch's texts.71 He has paid considerable attention to the meter, with a few exceptions, all belonging to the third part (perhaps not a definitive text),72 and a few particular scansions -which are probably following different rules.73
As we have seen, the textual tradition consists of two branches, both rising from different stages of editorial work on the poem undertaken probably by Gerson's brother.74 A study of the codicological aspects confirms the unity of the text.
The two manuscripts belonging to the first branch were copied very probably from the same model75 in the 1430s.76 Although they were copied after Gerson's death, they are witnesses to a draft version of the text: perhaps it was circulated before Gerson decided to insert it in the Tractatus de canticis.
However, it is more probable that an earlier copy remained among the chancellor's papers and was circulated after his death.77 In this version of Cf. Franco Simone, "La 'reductio artium ad Sacram Scripturam' quale espressione dell'umanesimo médiévale fino al secólo XII," Convivium 6 (1949): 887-927.
The traditional position of the Church on this problem is concisely, but effectively, explained by Gilles-Gérard Meersseman, "'In libris gentilium non studeant': L'étude des classiques interdite aux clercs du moyen âge?" Italia medioevale e umanistica 1 (1958): 1-13. 71Cf. below, the edition of the text.
72Prebe (-'), v. 47; petit ("-), v. 79; liguefit (""-) v. 3, 97; , David ("), Moyses (" -or"""), v. 12; poesis (""-), v. 37; v. 46; v. 47. 74On Jean the Celestine, see n. 5 above.
'5 Cf. Roccati, "A propos de la tradition" (?. 11 above), 290-97. 76 Cf. ibid., In a similar way, a copy of the Pastorium Carmen had been communicated and copied in MS BNF, lat. 3638, cf. Ouy, "Gerson, émule de Pétrarque" (?. 2 above); idem, "Charles d'Orléans and his Brother Jean d'Angoulème in England: What Their Manuscripts Have to Tell," Charles d'Orléans in England, 1415 -1440 , ed. Mary-Jo Arn (Woodbridge, 2000 , 47-60, at 54-57. the text, verse initials are all the same size, so no distinction exists within strophes. Neither is there any distinction between the second and the third part, and, if a slight distinction is made between the first and the second part, this is only to signify the beginning of the dialogue: in one of the manuscripts by a semipunctus (preparation for a paragraph sign) and a rubric in the margin (Questio et responsio),™ in the other, by a blank line between the two parts.79
The text of the Tractatus de canticis has been prepared for copying with more care. We actually know a few manuscripts of these tractatus80 and among them are three manuscripts of a very high quality, copied toward the middle of the fifteenth century in the Abbey of Saint Victor81 and on the initiative of Gérard Machet and Thomas Gerson.82 In these copies, the presentation of the inserted poems, and of our poem above all, has been completely revised. The text has been divided into three parts;83 within the text, /8 MS 3638 (unknown to Glorieux). It is certain that the second part is not considered to be an independent text. In the other cases, when there is no title, the separation between the poems is marked by explicit or amen at the end of the preceding text and by at least two blank lines.
79MS BNF, lat. 3624 (Q in Glorieux). There is no rubric, but space has been left for an initial at the beginning of the second part. Nevertheless, this does not imply that this is the start of a new text. Normally the space reserved for this initial is larger and the incipit is written in a different form; cf. Roccati, "En marge de l'édition" (?. 2 above).
80Cf. Roccati, "Recherches sur les poèmes" 154, n. 30. (Turnhout, 1999), 1, 44-45; 2, 329-31. 82MSS BNF, lat. 17487 (S) and Tours, B.M. 379 (V), cf. Roccati, "Recherches sur les poèmes" (n. 5 above), 155; see also Ouy, "Manuscrits jumeaux" (n. 5 above), 5-8. 83But they are never treated as independent poems. In addition to the separation between v. 24 and v. 25, appearing in all manuscripts, the Tractatus copies have a blank line between v. 46 and v. 47 . This division has probably been introduced because the first two verses (vv. 47-48) appear identical in the poem De laude musice (L'oeuvre poétique, ed. Glorieux, 4, n°160; , inserted in the Tractatus de canticis, too. Moreover as the first eight verses were originally the dedicatory epistle of the Scacordum, they constitute a special entity. Only in the Saint Victor manuscript has a rubric (De eodem) been added on the blank line, but it has been written after the copy was made, with a second, clearer, ink. In the model, the verses were considered part of the same text. In the model for the S and V copies, the text was considered a single poem. Some details of the S copy, which could suggest a real separation between different poems and not strophes, are in fact innovations of this manuscript. The red verse initials of the three parts are on two lines as they were three independent texts. The copyist of these leaves in manuscripts S and V (the same copyist, maybe Thomas Gerson), has innovated: in V, the first copy made (cf. Roccati, "Recherches sur les poèmes," 155), the three parts are not considered as independent texts, the red verse initial being on one line only. 80 The interlocutor's interventions in the dialogue are marked by some rubrics (questio and responsio), and by the special character of the initial (vv. 25, 27, 29, 31, 33) . In the dialogue in MS Q, two punctuation marks (/) at the end of v. 30 and v. 32 indicate the end of two interventions. See v. 40, 49, 95, 100 ; some analogous notes appear in the other poems. On the circumstances of this work, cf. Roccati, "Recherches sur les poèmes," 156.
On Gerson's editions, see G. M. Roccati, "Geiler von Kaysersberg et la tradition imprimée des oeuvres de Gerson," Revue française d'histoire du livre n. s. 47 (1985) : 271-93. GIorieux's edition does not contribute any useful element to the constitution of the text; for this reason, the edition that follows has been established using only the manuscripts and the first (by Geiler von Kaysersberg, 1488) and the last (by E. Du Pin, 1706) of the earlier editions of the text. The printing of i (J) and ujv has been standardized. 88 Cf. Roccati, "En marge de !"edition" (n. 2 above), 87. 
